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IntRoductIon
In recent years, our visual world has changed drastically.Visually speaking, we can say that we have moved from a world of scarcity to a world of abundance. Not so long ago, when the disciplines of Graphic and Industrial Design where consolidated (Buchanan, 2001) , Communication Design students and practitioners from all over the World had access to a very limited set of resources, as inspirational sources and as working material.
The luckiestcould access to a not-so-extensive bibliography -sometimes printed in a foreign language -,visit places with a deep visual and Design culture, have access to enormous libraries of typefaces, illustrations and photographs. Others -particularly those living in the Periphery -had access to a very limited set of resources: a few books, a small collection of materials acquired on personal travels were they were eagerly scouting for Design objects likea copy of the London's Underground map or a photograph of the Metro in Paris. They had access only to a few typefaces available on the print shop and limited access to illustrative and photographic material. The list of elements that students and professionals need can be expanded.
There are at least two different angles to consider from this perspective: the creative one (the things that one can think of) and a production one (the things that one can actually do). As Bruno Latour clearly explains,Designers -acting as modern Prometheus -do not createex-nihilo (Latour, 2008) . These scattered collections mentioned beforecan undoubtedly be considered as the sources of inspiration for projects to come -one can only know those things that can name and probably can name only those things that have seen -and the resources at hand (namely typefaces, photographs, illustrations) can be understood as the raw material forforeseeablevisual communication projects.
These days, living completely immersed "in the electronic age which succeeds the typographic and mechanical era of the past five hundreds years" (McLuhan, 1962) , the existing situation for Communication Design students and practitionersseems to bequite different.
Potentially, this ishighly positive as designers certainly have more options -hence the possibility of getting better outcomes -but in practical terms thiscould also lead them to what the North American psychologist Barry Schwartz have called "analysis paralysis": a situation where too many choices creates a paralysis effect (Schwartz, 2004) .
In the year 2008, the technology writer Nicholas Carr published an article in The Atlantic magazine under the bold title of "Is Google Making Us Stupid?" (Carr, 2008) . On this article, Carr speaks about the influence of new media on the way we concentrate on tasks, discussing the shift from scarcity to abundance in written material. According to him, this is a fact that could lead individuals to a superficial comprehension of many facts instead of a deep comprehension of just some. Carrexplains,"as the media theorist Marshall McLuhan pointed out in the 1960s, media are not just passive channels of information. They supply the stuff of thought, but they also shape the process of thought." (Carr, 2008) Carr's article was broadly discussed in the global village (to use McLuhan's words) but beyond being for or against his argument -is this making us stupid or less focused -, we have to recognize that the abundance of visual (and textual, para textual, audiovisual and more) material disposable at the click of a mouse is vast.
Paraphrasing Carr, the question to pose then could be "Is Google Making Designers Stupid?"
analysIs PaRalysIs In the context of communIcatIon desIgn
On the book "The paradox of choice"(which has a provocative subtitle, "why more is less", that ring the bells of designers, used to hear the motto adopted by Mies van der Rohe, "less is more") Schwartz explains that too many choices do not increase satisfaction. On the contrary, having too many choices decrease satisfaction. Even worse than that: it creates paralysis.
Anyone, confronted with multiple alternatives, has to select. To have some alternatives is definitively better than to have none, but having too many is not necessarily better.This increases the expectations and creates a false assumption: if things go wrong, the person making the choiceis at fault (because he had many choices and he had selected the wrong one) (Schwartz, 2004) .
In the context of Communication Design, we are not in a different world than the consumer world that Schwartz depicts on his book. Let's consider some different cases from the Design repertoire such as Typography, Color and Photography.
Not so many years ago, the options of typefaces to choose were quite limited. In personal conversations with former students of the hochschule für gestaltung ulm (hfg ulm), the author of this paper has found out that many of the statements they did -typographically speaking -were based on the fact that the school didn't have any other typeface (and it could not afford to buy more). Berthold Akzidenz Grotesk -the typeface the hfg ulm used most of the times -was and was not a communication design statement: it was also a matter of limited choice. As a matter of fact, they used other typefaces when they didn't have Akzidenz Grotesk for a particular size. Those daysthe hfg ulm run from 1953 to 1968 -typography was not only expensive: it was also controlled by a handful of people in the World that -as Mike Parker explains on avideo interview (Mike Parker, 2012) -decided which typefaces to develop and who will market them.
In 2014, we are certainly living in a quite different environment.
Consider for example Apple products, as they have won a space in design studios of the World particularly because they did good typographic choices Considering another aspect where visual communication designers work on a daily basis, the universe of colorcould be understood in a similar way. In precedent days, the options of colors were limited by economic reasons. It was -and in certain contexts still is -cheaper to print using one ink (hence, one color) than using two, three, four or -invery particular contexts -more than that. Therefore, the designer had to carefully choose which color (or colors)would use. Designers had to think more beforehand, but the options were limited. Once a decision was made, the possibilities were even fewer. Theycould move even faster and the satisfaction came Not so many years ago, access to images was certainly limited.
Photographs were printed in books, catalogues from stock photography agencies, showcased in galleries and so forth. To actually see these images, designers had to physically access these resources -mainly in printed form -or to be in the place where images were exhibited. Clearly, those designers were accessing to a very limited reservoir.
There was also another option, which was to create photographs for a particular use. Considering the former days of film cameras, a 35 mm single lens reflex (SLR) was among the toolset that every design studio used to have at hand. These cameras, from different manufactures -from Leica to Nikon -provided a similar approach to the medium. Only a few companies (Ilford, Kodak, and the likes) produced the 35 mm film substrate.The image ratio was one: 36x24 mm. It was possible to shoot black and white or color photographs -in negative or diapositive form. There were other more expensive options, available to the more focused photographic studios, from medium size cameras to large format ones. Design studios -in the need of photographic images -either produced their own, mostly using 35 mm cameras, or hired full-time professional photographers equipped with better gear. It was certainly a limited choice and most design studios establish a relationship with certain photographers and hire their services repeatedly.
With the advent of affordable digital cameras for the masses, the situation is completely different.Almost everyone carries a quite decent photographic camera in his or her pocket (also known as a smart phone).
Then there is the Internet. According to unofficial figures, in one of the multiple services offering photo hosting named Flickr,peoplepost more than several millions of public photographs per month (Michel, 2012) . There are several services like this on the WWW where communication designers
can either see -as inspirational material -or use -in the context of a given project -photographs from people around the World.
Considering only these three facets from what Communication
Designers use -typography, color and images -it seems to be clear that the context has change from scarcity to abundance.
the PaRalysIs In an educatIon context
Which are the problems in the educational institutions that can be 
followIng the dIscussIon
In the preceding paragraphs, we have stated the contextual differences in the communication design world for professionals and students coming after what can be understood as a shift between scarcity scenarios to a world of abundance. These changes are a byproduct of the shifting in communication technologies that our society has experienced with the introduction of digital technologies. It must be noted that, as Kevin Kelly clearly writes, "when technology shifts, it bends the culture." (Kelly, 2008 (Kelly, 2008) But the changes we have experienced in the crossing between the end of the 20 th and the beginning of the 21 st century cannot be considered only on the bad sides. If it is true that many choices can lead designers to the fearful moment of the paradox of choice, to understand that more is less (Schwartz, 2004) but it is also truth that the world of abundance is a space of saying YES much more than NO, of egalitarianism more than paternalism, a Everyone involved in the Design realm, being a student, a professional practitioner or an educator has to comprehend that the abundance of choices can provide a fertile soil for new ideas. And, after all, to be prepared tofight against the analysis paralysis, a strong side effect of the many choices we have.
